A unt Jemima, an extension of the mammy stereotype, has emerged from the history of slavery and colonialism in North America as one of the most pervasive images of black womanhood and black motherhood. Though clearly an invention, since scholarly examination and personal narratives and biographies of black women in historical and contemporary eras fail to find women who conform to this image of servility, the stereotype is nevertheless powerful in its impact on hegemonic images and public policy concerning contemporary black women.
Jemima is at once a commercial brand name for the Quaker Oats Company pancake mix one of the most recognizable commercial brand names and racial icon.
Advertising for the product between the early decades of the twentieth century to the late 1960s focused on nostalgic images of the Old South mammy in print advertising and personal appearances by black women hired to impersonate her. The image was further developed through Hollywood movies such as Gone With the Wind (1939) , which featured a depiction of mammy by African American actor Hattie McDaniel that was rewarded with an Oscar, the first ever won by a black actor. In this way, mammy/Aunt Jemima has almost always been associated with the bodies of real black women, even if only in the world of commercial advertising, entrenching her familiarity as a brand name product.
While analysis and strategies that emerge from antiracist, antisexist and anticolonialist discourses have tended to focus on ways in which stereotypical images are debunked and subsequently erased, a consideration of processes in which these images are reappropriated by the stereotyped group through a so-called reclamation and implied transformation is also important. These processes walk a potentially contradictory and explosive cultural, psychic and political terrain. I had noticed her and refused to see her until one summer afternoon in 1994 when she was called her name by the bishop, the male leader of the church. Please put the Aunt Jemima in that corner, he said. Aunt Jemima was the black woman in head dress and skirts like the women of the church.
The eye, as Dionne Brand notes in her essay Seeing, is a curious thing: it is not passive, not merely a piece of physiology, practical and utilitarian; it is not just a hunk of living matter, gristle, tendon, blood. It sees.
#
In seeing, the eye uses its recollected memories and history to situate and conceptualize. As Brand continues in her analysis, The eye has purpose and goes where it wants to in order to clarify itself.
Or to repeat. It has fancies. Or to regulate. It is very precise as to how it wants to see the world.
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I had decided after the experiences of my school days never to see Aunt Jemima as a person. I would note her presence with the explicit intention of challenging stereotypical assumptions but I would not see her; and in so doing, until that day in church, I did not see that there could be people, including myself, behind that image in a way that belied and subverted the stereotypic associations.
And yet, here she was within the homeplace, 7 a supposedly safe space for black folks here she was in one of the most significant homeplaces the black church, and occupying her own place within this sacred space. What was she doing here?
Who had invited her in here in a church filled predominantly with black women? Aunt Jemima had come to represent all that I and many a girl-child I knew in the 1970s had desired to flee as we grew into womanhood: servility, acquiescence and undesirability, even though we knew that she continued to shape societal definitions of black women not only as mothers but also as workers. In my nascent feminist consciousness that summer, I
saw Aunt Jemima as a woman who participated, actively, in her own oppression. In my mind, Aunt Jemima was not a feminist and she was definitely not my mother! Aunt Jemima was ceramic. Shiny. Her billowing skirt, red head kerchief and not-people-coloured black skin gleamed from the fire. Cast in a mould and fired in a kiln, Aunt Jemima did not have any parents or family. She was a ready-made woman.
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The bishopss words cut a swath through my thoughts when he said Please put the Aunt Jemima in that corner as a part of the preparation of the church for a service on that summer afternoon. She was being called by name and placed in one of the corners of the church. Aunt Jemima had been brought home. Initially, before the bishops naming, I had seen Aunt Jemima as a stand-in, a substitution for someone &DURO % 'XQFDQ 6 Ibid., 171. 8 My grandmother Dorothy Sebastian Prince (19021994) would often use the term ready-made to distinguish those items which were manufactured and purchased in a store from those which were fashioned by hand. More than this seemingly simple distinction about the process of labour, the term ready-made also implied class divisions and aesthetics as those who preferred and could afford ready-made goods aspired to, or had already attained, middle-class status. In addition, in the context of Caribbean economies in which, historically, the black poor and working class had to produce their own subsistence, the emergence of this term ready-made goods, goods shipped from overseas, signalled a shift in the domestic political economy of subsistence. Thus, Aunt Jemima was ready-made not only as a mass-produced symbol but she was ready-made seemingly without the roots and family history that home-made would imply. else more important, surely, to black, Caribbean people in our sacred lives. I had rationalized her presence as the use of a figurine in the absence of finances to commission a religious artefact. She was another example of the syncretic use of symbols within religions of the African diaspora. Surely, her name would start with Saint or Mother but not Aunt.
In analysing the location of Aunt Jemima in the church, two explanatory modes were pursued. On the one hand, I wondered whether the use of Aunt Jemima was an inadvertent reinscription of racist iconography fostered through the use of the symbol as a substitution for another figure. This reinscription would come about through the sheer historical weight of the image which would make it difficult for any other meaning to be read. On the other hand, Aunt Jemima in the church can be considered a reclaimed figure representing black motherhood in terms of the church members own experiences. Indeed, based on the reverence held for the figure symbolized by her placement within the geography of the church, the latter explanation is relevant. Kenneth W. Goings, in discussing the continued symbolic importance of racial collectibles, notes that it is the emotional content of the words aunt and uncle even when used in the context of racialized stereotypes that symbolizes the power of these collectibles.
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As I will discuss in greater detail, the addition of the y by Sister regarded as a figure of comedy, to issue cogent critiques and reflections on various aspects of Jamaican culture, politics and society in her role as a media figure on radio and in her publications and live performances.
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It should be noted that it was only in the context of cultural and political decolonization that Miss Lous subversive use of the mammy stereotype became apparent to a broader spectrum of the Jamaican and wider Caribbean audience in the diaspora. As Miss Lou herself observed in her interview with Dennis Scott, she was perceived by the Jamaican middle class in comedic terms.
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While many of Miss Lous presentations are in a humorous and entertaining vein, the seriousness of her critique has registered within Jamaica and the Caribbean diaspora abroad. In her presentations and her writings, Miss Lou employs the narrative strategy in which she tek bad sinting mek laugh. 20 To tek bad sinting mek laugh is Jamaican Creole or Patois which translates literally as to take a bad thing and make laugh or to make light of a bad situation. The expression points to a deeper meaning, which is the strategy of addressing difficult topics through the use of humour. So I call but she wasnt home and I call back di evening and ah talk wid she and ting.
And tell she well ah from Trinidad and so on and so on. And ah want to go in a church.
Ah tell she Spiritual Baptist. So she say, Well, I am a Spiritual Baptist too and I go to a church so if you want to go with me is fine. So di Sunday, ah get up and go early and we had one joke di Sunday now. Now she say meet her quarter to six, right in right in my street where I live. Yuh just go across di next street an come up to di bus stop.
I was living at Eglinton. And she living on Eglinton too. But di ah coulda come up on
Eglinton by di bus stop dere but she say come on di next bus stop which is on Marlee Avenue. So I hustling up di road now, because she say quarter to six di bus passing. So I hurry up di road to reach to di bus stop. When I reach there now, I see di bus coming. As Carol Duncan: How you feel I remember earlier when you were talking how some people does look at Baptist in a certain way, you know? And say, Oh they tie their head.
You know, They dealing with the devil and stuff like that. How do you feel about that?
How other people look at Baptists?
Mother Ruth: Well, sometimes, at first I used to get angry. But I dont get angry anymore because I only figure more or less looking at people me of me own self and seeing that di behaviour of dese people sometimes, especially when you dress, going to church. Thats what make di difference. So I dont really it dont really matter me again. Up to now, it still have people like they going to church and they dont tie they head from home. Like you know they just dress like ordinary and when they reach in church you see they go and tie they head. I dont do that. Mother Ruth also indicated that she made a distinction between the clothes she wore to church, her spiritual garment and the clothes that she wore to work, her working clothes:
Well, because, you see, youre going to church and that come as your spiritual garment, Mother Ruths spiritual garments are imbued with the sacred. As she notes in the following, these garments can serve as the conduit of the blessing received from a particular service. As such, the garments serve as a crucial link between the spiritual and material worlds.
[B]ecause the guy that I mourn and ting with, 
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This association of the headtie with servility is indeed ironic since the headtie initially signified a connection with an African past for the enslaved where the wearing of a head covering originated.
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Upon arrival in America, enslaved women were provided with a few items of clothing.
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These included two striped cotton dresses, three shifts, two pairs of shoes and handkerchiefs. The handkerchiefs were worn by some men and nearly all women.
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Both women and men engaged in outdoor field agricultural labour as well as domestic work wore head kerchiefs. While the head kerchief was a link to Africa, it also became symbolic of the happy darky a figure of docile, uncritical and even thankful acceptance of the conditions of enslavement and especially the mammy in the mythology of the Old South created in the postCivil War years.
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The headtie is seen as a sign of inferiority from the hegemonic standpoint of racist While there is a negative valuation of the tied head as symbolic of a sell out or a demonic presence within black communities, a competing meaning coexisted which positively valued the headtie as one of the tangible signs, in this case, cloth, of ties to an African cultural past and as a symbol of feminine power.
In The reclaiming of the headtie has also been made public through contemporary African American women celebrities such as Maya Angelou, celebrated poet, writer, teacher and actor, who appears from time to time on national televised broadcasts in a headtie. Although her headtie is not referenced directly in her televised comments, the visual image that Angelou presents is one that situates her as a mother of the community. The headtie is not Angelous usual style of dress and when she is wearing it, it has been on occasions when she is speaking from a place of moral authority.
In the 1990s, particularly in association with hip hop culture, there has been a resurgence of the headtie as a sign of cultural pride and affirmation of ties to a valued In the following story, Mother Dee, a Jamaican woman in her late forties, recounts the series of events that led to her becoming a Spiritual Baptist in Toronto in the 1970s. She used her headtie to save her head on numerous occasions.
Significantly, these were situations in which Mother Dee notes that she was perceived, in some contexts, as someone who had lost her head, from a Western medical, significant, and sometimes debilitating, shifts and changes that she experienced in her spiritual call to the religion. What is apparent in the following, which took place in Toronto in 1972, is that the headtie was one of the means that enabled Mother Dee to literally keep her head in the material world when the Spirit called her:
So, I started going back to Anglican Church. It was nothing new to me and it was fine.
But I was going to a lot of parties in the nights but by one o clock, twelve o clock in the nights, I dont know. I dance, I went into the spirit or whatever . . . but at dance I took very sick, I collapse and I always end up in hospital; I never forget. Every Satday night before the party was just getting hot . . . and all you had to do was give me a glass of water and wrap my head. And I was fine.
So I met this lady, she was Guyanese, and she said, Dee, youre crazy. And I was getting sicker and sicker and sicker. And she said Dee, Youre really, really crazy. Mother Yvonne, another woman leader of a church, also expressed a similar reluctance and resistance to wearing a headtie in describing her first visit to a Spiritual Baptist Church 
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The old messages of black, female servility are still not-so-subtly conveyed under the guise of neutrality in order to make the product marketable in a postcivil rights era to both black and white consumers.
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In this regard, Manring suggests that Aunt Jemima, the congenial mammy figure, effectively still tell [s] white consumers that they can have their pancakes and eat them, too. 
